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TRACK	1. Edward	Bairstow:	Improvisation	at	the	Enthronement	Ceremony	of	Archbishop	Cyril	Forster	Garbett	(11th	June	1942)	[York	Minster]		(private	recording	of	a	?BBC	broadcast)	2. Healey	Willan:	Improvised	Postlude	after	Evensong	(08th	January	1967)	[St	Mary	Magdalene,	Toronto]	from	CD	Healey	Willan	at	the	Church	of	St	Mary	Magdalene,	Toronto,	EMI	Classics,	Historical	recordings	1965-67,	7243	5	56600	2	2	EMI	Classics,	1997.		3. Healey	Willan:	Improvised	Prelude	on	‘Lasst	uns	erfreuen’	after	High	Mass	(02nd	October	1966)	[St	Mary	Magdalene,	Toronto]	from	CD	Healey	Willan	at	the	Church	
of	St	Mary	Magdalene,	Toronto,	EMI	Classics,	Historical	recordings	1965-67,	7243	5	56600	2	2	EMI	Classics,	1997.	4. George	Thalben-Ball:	Improvised	Prelude	to	anthem	‘O	Emmanuel’	(1980)	[Temple	Church,	London]	(private	recording)	5. Philip	Marshall:	Improvised	‘Extemporization	on	“Westminster	Abbey”’	(1993)	[Lincoln	Cathedral]	from	CD	Organ	Favourites	from	Lincoln	Cathedral,	Cantoris,	C2806CD,	recorded	1984,	released	1993.	6. Roy	Massey:	Improvised	Gospel	Fanfare	during	Sunday	Eucharist		(Summer	1992)	[Hereford	Cathedral]	(private	recording)	7. Roy	Massey:	Improvised	Postlude	after	Sunday	Eucharist	(Summer	1992)	[Hereford	Cathedral]	(private	recording)	8. Martin	Baker:	Improvised	Postlude	after	BBC	Choral	Evensong		(December	1996)	[Westminster	Abbey]	(recording	retrieved	on	YouTube	https://www.youtube.com/watch?v=kcDU-KzpkB8	,	retrieved	on	09/08/2017)	9. Sean	Farrell:	Improvised	Prelude	before	Matins	(03rd	October	1999)		[Rochester	Cathedral]	(private	recording)	10. Timothy	Noon:	Improvised	Prelude	before	Evensong	(05th	October	1999)	[Canterbury	Cathedral]	(private	recording)	11. Organist	unknown:	Improvised	Prelude	before	Evensong	(05th	November	2002)	[St	John’s	College,	Cambridge]	(private	recording)	12. George	Thalben-Ball:	Improvised	Introduction	to	God	rest	you	merry,	









Organ	Verses	on	‘Ecce	Tempus	Idoneum’	in	the	style	of	Tallis:	2. Verse	1:	Point	3. Verse	2:	Chant	(William	Morgan,	tenor)	4. Verse	3:	Organ	5. Verse	4:	Chant	(William	Morgan,	tenor)	6. Verse	5:	Organ	7. Fantasia	in	the	Style	of	Byrd	
Three	pieces	in	the	style	of	Purcell:	8. a.	Trumpet	Tune	9. b.	Divisions	upon	a	Ground	10. c.	Double	Voluntary	
Organ	Concerto	in	the	style	of	Handel:	11. a.	Overture	12. b.	Allegro	13. c.	Adagio	14. d.	Allegro	(Partimento	Fugue)	













Bohemian	Organ	Concerto	in	B	flat	major	(improvisation)	1. Allegro	moderato	2. Adagio	Pastorale	3. Allegro		
Johann	Caspar	Ferdinand	Fischer	(1656-1746)	from	Musikalischer	Blumenstrauss:	4. Suite	No.	I	5. Suite	No.	VI		
Holy	Trinity	Church,	Kappl	(DE)	
Josef	Ferdinand	Norbert	Seger	(1716-1782)	6. Prelude	in	C	major		7. Fugue	in	C	major	8. Prelude	in	E	minor		9. Fugue	in	F	minor	10. Prelude	and	Fugue	in	D	major		
Johann	Caspar	Ferdinand	Fischer	(1656-1746)	from	Ariadne	Musica:	11. Prelude	and	Fugue	I	12. Prelude	and	Fugue	IV	13. Prelude	and	Fugue	XII	14. Prelude	and	Fugue	XIV	15. Prelude	and	Fugue	XV	16. Prelude	and	Fugue	XIX	17. Prelude	and	Fugue	XX	
St	Nicholas’	Church,	Cheb/Eger	(CZ)	





























Abbreviations		CF:	 	 Cantus	Firmus	Gt:	 	 Great	division	Sw:	 	 Swell	division	Pos:	 	 Positive	Ped:	 	 Pedal	GO:	 	 (French)	Grand	Orgue	HW:	 	 (German)	Hauptwerk		
	
Acronyms		ARCO:			 Associate	of	the	Royal	College	of	Organists	FRCO:	 	 Fellow	of	the	Royal	College	of	Organists	RCO:	 	 Royal	College	of	Organists	RTA:		 	 Real	Time	Analysis	RSCM:		 Royal	School	of	Church	Music	CNSMDP:	 Conservatoire	National	Supérieur	de	Musique	et	de	Danse	de	Paris	CNSMDL:	 Conservatoire	National	Supérieur	de	Musique	et	de	Danse	de	Lyon	CRR:	 	 Conservatoire	à	Rayonnement	Régional	IOF:	 	 International	Organ	Festival	St	Albans			
Terminology	





























































































French	Organ	Building	and	Improvisation	Hermann	Busch	and	Martin	Hercheroeder	tell	us	that	French	organ	music	‘depends	upon	 the	 characteristic	 sound	 quality	 and	 technique	 of	 the	 so-called	 symphonic	organ	of	Aristide	Cavaillé-Coll	and	his	contemporary	French	organ	builders’.	(2012:	
 2	Email	to	the	author	(28th	February	2010).	
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140)	According	to	Will	Fraser,	Cavaillé-Coll	left	a	legacy	of	five	hundred	instruments	–	 an	 incredible	 opus.	 (2012,	 CD	 liner	 notes:	 2)	 Cavaillé-Coll	 devised	 a	 system	 of	mechanical	ventils	(jeux	de	combination)	which	allows	the	organist	to	control	the	wind	supply	to	specific	wind	chests,	thus	enabling	the	organist	to	activate	specific	groups	of	stops	separately	by	pressing	down	ventil	pistons	by	foot:	first,	the	organist	draws	all	the	stops	of	the	organ	(except	beating	stops,	such	as	the	voix	céleste).	Then,	the	organist	commences	playing	on	the	bottom	manual	of	the	organ	(Grand	Chœur)	which	only	operates	the	 fonds	stops	(all	16’,	8’	and	4’	flue	stops).	By	pressing	the	
anches	appel	(reed	ventil)	of	the	Récit	(Swell),	all	the	reeds,	mutations	and	mixtures	of	the	Swell	division	sound	as	well.	By	slowly	opening	the	shutters	of	the	Swell	box,	a	most	effective	crescendo	effect	 is	noticeable,	as	 the	shutter	doors	are	relatively	thick	to	enhance	the	overall	crescendo	impression	when	opened.	Now,	the	mixtures	and	reeds	of	the	II.	and	then	I.	manual	and	pedals	are	activated,	again	by	pressing	the	appels,	gradually	culminating	in	a	triumphant	organ	tutti.	Although	the	jeux	de	








customary	to	improvise	on	Gregorian	chant	applicable	for	that	day.	According	to	Marcel	Dupré	(1886-1971),		 The	organist	then	has	the	duty	to	be	as	much	a	part	of	the	service	as		possible,	drawing	his	inspiration	from	the	plainsong	pieces	the	organ		replaces.	For	this,	two	methods	are	possible:	1. Play	pieces	composed	on	liturgical	themes		transposing	them	when	necessary.	2. Improvise	on	the	themes	of	the	day’s	service.	(1974	[1925]:	144)	
	The	use	of	Gregorian	chant	in	improvisation	is	also	confirmed	by	Maurice	Duruflé	(1902-1986),	whose	teacher	Charles	Tournemire	(1870-1939)			 never	played	from	written	music	on	Sunday	mass.	With	the	book	of	Gregorian	chant	always	on	the	music	rack,	opened	to	the	liturgical	office	of	the	day,	he	improvised	throughout	the	entire	mass,	with	an	interruption	only	for	the	reading	of	the	Gospel	and	the	Sermon.	(Frazier,	2007:	25)		We	already	know	that	French	organists	improvised	almost	continuously	during	the	
Messe	basse	–	but	what	about	the	Grand-Messe?	In	his	Traité	d’Improvisation	à	
l’Orgue,	published	in	1925,	Dupré	not	only	gives	a	clear	account	on	when	the	organist	ought	to	improvise,	but	also	suggests	musical	forms	he	deems	to	be	appropriate	for	each	respective	slot.	Essentially,	the	titulaire	was	expected	to	improvise	most	of	the	proper	of	the	mass,5	and	during	the	Elevation	and	the	Recessional	after	the	service,	resulting	in	the	following	six	improvisation	slots:		 1. Entrance	(Entrée	–	Introit)	2. Gradual	(Graduale)	3. Offertory	(Offertoire)	4. Elevation	(Elévation)	5. Communion	(Communion)	
 5	The	Alleluia	and	the	Sequence	are	not	covered	by	the	organ.	
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comprised	Gaston	Litaize,	Jean	Langlais,	Edouard	Souberbielle,	Maurice	Duruflé	and	his	wife	Marie-Madeleine	Duruflé.	The	sense	of	bitterness	French	organists	must	have	felt	at	the	time	is	evident	throughout	the	document:		In	conclusion,	if	one	counts	the	minutes	left	to	the	organist	of	the		Grand	Orgue	during	the	sung	Mass,	which	lasts	usually	from	fifty	to		fifty-five	minutes,	nothing	is	left	for	him	to	do,	not	only	to	exercise	in	a		dignified	way	his	function,	but	simply	even	to	justify	his	presence	[…]		And	if	the	role	of	the	organist	is	so	reduced	to	this	sort	of	humming	in		the	background,	in	this	role	of	‘hole-filling’	between	two	verses	of		songs	in	French	and	to	serve	as	accompaniment	for	the	eventual	new		songs,	one	wonders	[…]	if	it	is	now	necessary	to	train	young	organists		and	to	place	them	in	careers	that	are	reduced	to	such	a	farce	[…]	One		no	longer	even	sees	the	necessity	to	maintain	organ	classes	in	our		conservatories	and	schools	of	music.	(Labounsky,	2000:	226)		Thankfully,	French	churches	and	cathedrals	eventually	did	find	a	way	of	maintaining	the	wonderful	French	organ	tradition	within	the	liturgy,	whilst	embracing	the	changes	as	set	out	by	Vatican	II.	According	to	Pincemaille	(2005,	liner	notes:	14),	the	Archiprêtre	of	Notre-Dame	Cathedral	in	Paris,	Canon	Emile	Berrar,	established	a	new	schedule	of	services	which	allowed	considerable	space	for	the	titulaire	Pierre	Cochereau	to	improvise	liturgically.	There	were	now	three	Sunday	masses	with	Grand	Orgue:	at	10am,	11.30am	and	6.30pm,	each	granting	the	titulaire	the	following	improvisation	slots:			 1. Introit	(Entrée)7	2. Offertory	(Offertoire)	3. Elevation	(Elévation/Consécration)8	4. Communion	(Communion)	5. Postlude	(Sortie)	(Pincemaille,	2005,	liner	notes:	14)	
 7	There	is	no	Introit	for	the	6.30pm	mass	as	the	preceding	organ	recital	takes	its	place.		8	Pincemaille	considers	music	improvised	during	the	Elévation	as	musically	less	interesting.	It	was	therefore	never	recorded	during	Cochereau’s	time.	(Pincemaille,	2005,	liner	notes:	14)	
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Herzog	also	gives	clear	guidelines	on	how	best	Lutheran	organists	can	engage	musically	within	the	service.	Although	his	comments	do	not	specify	whether	they	are	intended	for	composed	or	improvised	music,	they	still	give	valuable	insights	into	Lutheran	liturgical	organ	playing	at	the	second	half	of	the	nineteenth	century	and	the	beginning	of	the	twentieth	century:		 Organ	Improvisation	within	a	German	Lutheran	Service:		1. Eingangspräludium	(Opening	Prelude):	 	to	be	of	general-ecclesiastical	character,	preparing	the	congregation	for	the	service	which	is	about	to	begin.	2. Prelude	to	Hauptlied	(Sermon	Hymn):	 	focal	point	of	the	service;	prelude	to	be	short;	strict	



























































Looking	at	a	representative	collection	of	published	German	organ	improvisation	tutor	books,	Robert	Knappe	identifies	the	following	improvisation	styles	(2002:	42):	 1. Gothic	2. Renaissance	3. Kantionalstil	(harmonising	in	the	style	of	Schütz)	4. North	German	Baroque	5. South	German	Baroque	6. French	Baroque	7. Bach	Style	(chorale	preludes	in	Orgelbüchlein	style)	8. Viennese	Classic	9. German	Romantic	(Mendelssohn,	Brahms,	Reger)	10. French	Romantic	11. German	Modern	(composers	of	the	Orgelbewegung,	avant-	garde)	12. French	Modern	(Messiaen,	avant-garde)		Whilst	there	is	a	clear	emphasis	on	German	and	French	styles,	the	lack	of	any	Anglican	style	is	noticeable.	This	stylistic	vacuum	is	filled	by	the	German	organist	Sebastian	Bange,	whose	organ	improvisation	tutor	Apparatus	musico-
improvisatoricus	(self-published	in	2000)	does	address	improvisation	in	English	styles	(Ex.	1.21),	drawing	on	contrasting	composition	models	by	a	variety	of	British	composers.	By	focusing	on	English	Romantic	and	Modern	periods,	Bange	identifies	the	following	English	styles:	



























































































		We	have	a	detailed	account	of	what	he	played,	from	one	‘C.	V.’,	who	noted	the	following:			 The	opening	was	an	introduction	of	a	mysterious	character	in	which	the			 theme	appeared	like	a	ray	of	sunlight	[…]	out	of	the	misty	sky,	[…]	causing		 the	listener	to	long	for	its	ultimate	exposition,	which	came	at	last,	followed		by	a	short	second	thought	and	a	repetition.	From	this	point	the	form	of	the			 composition	might	be	described	as	an	air	with	variations;	these	variations		 being	welded	together	by	graceful	and	fanciful	episodes.	We	had	the	theme			 varied	in	the	upper	part,	then	it	appeared	in	an	inner	part	with	a	florid			 figure	for	the	treble,	after	this	the	pedal	had	the	theme	with	an			 accompaniment	of	chromatic	harmonies.	A	new	figure	made	itself	heard		 which	might	be	almost	considered	a	new	subject,	but	into	this	soon			 appeared	the	subject,	this	variation	gradually	worked	up	into	an	excited			 Allegro	which	culminated	in	a	masterly	fugue,	unto	which	Mr.	Hollins			 appeared	to	find	special	enjoyment.	Towards	the	conclusion	the	canonic		 element	was	very	evident,	the	subject,	which	had	been	written	without			 thought,	appearing	to	lend	itself	to	this	treatment	in	a	remarkable	way.	(1901:	210)		
 18	The	date	of	the	concert	is	unknown	but,	given	the	publication	year	of	the	article	is	January	1901,	we	can	assume	that	the	concert	probably	took	place	in	1900.		
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Whilst	Sawyer	places	great	importance	on	the	prelude	to	‘be	fitting	and	worthy	of	the	service	that	follows’	(1907:	31),	he	remains	vague	regarding	a	particular	form	or	style	of	the	improvised	prelude,	stating	that	‘introductory	voluntaries	when	extemporised	may	take	many	forms,	and	it	is	in	the	power	of	the	extemporiser	more	particularly	to	strike	the	true	note	for	the	whole	service.’	(1907:	32)	However,	Sawyer	feels	strongly	that	the	formal	aspect	of	improvisation	is	essential	and	even	goes	as	far	as	classifying	formless	‘rambling	about	over	the	keys’	as	not	being	improvisation	at	all	(1907:	32).	He	explains	that	‘the	incoherent	ramblings	of	an	organist	over	the	keys,	“without	form	and	void”,	is	not	music,	since	that	word	implies	beauty	of	form	and	clearness	of	construction.’	(1907:	32)			This	‘rambling	about’	in	improvisation	was	a	generally	acknowledged	problem	at	the	time.	Harvey	Grace,	Organist	of	Chichester	Cathedral	(1931-1937),	tells	us	‘what	happens	at	quite	fifty	per	cent	of	our	churches’	(1920:	133):		 The	organist	is	in	the	vestry	until	the	last	minute	or	two	before	the	service	is	due	to	begin,	keeping	-	or	not	keeping	–	order.	He	then	rushes	to	the	console	–	generally	in	a	state	of	irritation,	adjusting	his	surplice	or	hood	en	route,	throws	his	legs	over	the	bench,	draws	out	a	few	stops	(not	forgetting	the	Swell	to	Great	coupler),	starts	arranging	his	service	music	with	his	left	hand,	puts	his	right	foot	on	the	Swell	pedal,	while	with	the	remaining	limbs	he	begins	in	this	style:		 [Ex.	2.3	inserted	here]		Now	why	should	he	inflict	this	kind	of	thing	on	his	hearers	twice	a	week?	(1920:	133)		Looking	at	Grace’s	example	of	poor-quality	improvisation,	it	is	worth	noting	the	following:		 1. There	is	an	irregular	change	of	time	signature	(4/4,	5/4,	2/4,	and	so	on).	2. There	is	a	vague	sense	of	a	key	(D	major),	only	confirmed	by	the	V-I	cadence	in	the	fourth	bar.	
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		(Appendix	H)	–	written	for	the	then	Organ	Scholar	of	Croydon	Minster	–	do	offer	valuable	stylistic	insights.	Martin	How	(b.	1931)	spent	most	of	his	career	with	the	Royal	School	of	Church	Music,	teaching	residential	and	non-residential	students	various	aspects	of	church	music	at	the	RSCM’s	Headquarters	at	Addington	Palace,	near	Croydon.25	How’s	improvisation	notes	therefore	encapsulate	decades	of	teaching	experience	and	from	the	evidence	I	have	assembled	in	this	section,	How’s	notes	can	be	adopted	as	representative	of	the	modal	practice	of	twentieth-	century	Anglican	improvisation.	In	his	‘general	approach’,26	How	suggests	that	improvisation	should	not	be	regarded	primarily	as	an	intellectual	or	academic	activity:	organists	should	explore	first	and	analyse	after.	The	student	is	encouraged	to	build	up	a	repertoire	of	formulae	over	a	lifetime	and	I	agree	with	How’s	view	that	what	is	often	perceived	as	magic	or	complete	spontaneity	in	improvisation	is	in	fact	only	an	illusion.	He	outlines	various	building	blocks,	including:		 1. Parallelism	(thirds,	fourths,	fifths,	sixths,	triads)	2. Whole-tone	models	(thirds,	augmented	triads)	
 25	Martin	How	maintains	close	links	with	Croydon	Minster	where	he	is	‘Composer	in	Residence’	and	‘Organist	Laureate’.	Many	of	the	Minster	Organ	Scholars	regularly	seek	his	advice	and	it	was	on	such	an	occasion	that	Martin	wrote	his	notes	on	Anglican	improvisation	(Appendix	H).	26	Appendix	H,	opening.	
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1. Homophonic	texture	2. Use	of	modal	harmony,	including	suspensions	and	pedal	points		3. Soft	registration	(strings,	flutes)	4. No	clear	sense	of	metre		5. No	clear	sense	of	structure	6. No	recognisable	theme/motif		Both	organists	(Farrell	and	Noon)	featured	on	the	recordings	are	of	a	similar	age	to	Martin	Baker	which	suggests	that	the	‘Anglican	Modal	Style’	of	improvisation	was	still	very	much	seen	as	an	acceptable	practice	at	the	end	of	the	twentieth	century	by	that	generation,	whilst	an	awareness	of	different	improvisation	styles	–	in	particular	French	influences	–	started	to	filter	through.	The	Rochester	and	Canterbury	improvisations	both	display	an	increased	usage	of	modal	harmonies	as	opposed	to	improvisations	by	Willan	and	Thalben-Ball.	It	is	unclear	as	to	why	this	development	occurred:	these	modal	harmonies	could	very	well	have	already	been	used	by	Anglican	organists	in	the	second	half	of	the	twentieth	century,	and	it	is	simply	due	to	the	lack	of	recordings	that	I	was	not	able	to	find	evidence	for	that.	However,	the	evidence	collected	does	suggest	that	parallel	traditions	in	Anglican	improvisation	exist	(Romantic,	modal)	and	that	not	all	organists	from	one	generation	played	the	same	way.			The	college	chapels	in	Oxford	and	Cambridge	are	traditionally	seen	as	breeding	grounds	for	future	generations	of	Anglican	organists	and	it	is	for	that	reason	that	I	will	now	turn	to	a	recording	of	an	improvised	prelude	before	Evensong	at	St	John’s	College	Chapel,	Cambridge,	from	2002,	possibly	played	by	one	of	the	College’s	organ	scholars.	This	improvisation	has	more	shape	than	the	Rochester	and	Canterbury	improvisations	and	shows	a	more	organic	development,	despite	some	solecisms.	The	RTA	of	that	improvisation	gives	helpful	insights	into	what	the	new	generation	of	Anglican	organists	at	the	beginning	of	2000	regarded	as	a	desirable	style	of	improvisation	within	the	Anglican	liturgy	(Appendix	B,	Table	B13;	CD	1,	track	11).	The	St	John’s	College	improvisation	is	very	much	Howellsian	in	style	and	does	conform	to	the	quintessential	‘Anglican’	improvisation:			
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Although	the	clear	preference	for	modernism	in	Haarlem	could	not	be	more	different	to	the	Anglican	improvisation	tradition,	the	following	organists	from	the	UK	have	been	taking	part	in	the	competition	since	1951	(Peeters,	2014:	429-433):		 1951	 Lionel	Dakers	1958	 Peter	Hurford	1962	 Peter	Hurford	1968	 Andrew	Davis	1978	 Malcolm	Hill	1984	 Nigel	Allcoat	1985	 Malcolm	Hill	1988	 Kerry	Beaumont	1990	 Kerry	Beaumont	1992	 Kerry	Beaumont	1994	 Peter	Bannister	1996	 Neil	Wright	1998	 Neil	Wright	2000	 Neil	Wright	2008	 David	Cowen		The	15	UK	entries	are	significantly	outnumbered	by	the	80	entries	from	the	Netherlands,	63	entries	from	Germany	(FRG/GDR),	25	from	France	and	22	from	Austria.	The	number	of	multiple	entries	by	certain	British	organists	is	particularly	striking,	bringing	down	the	total	number	of	different	British	contestants	to	eight.	British	organists	have	also	served	as	members	on	the	Haarlem	jury	panel	(Peeters,	2014:	438-441):	 1965	 Ralph	Downes	1976	 Peter	Hurford	1998	 Nigel	Allcoat	2006	 David	Briggs	2014	 David	Briggs		Since	the	1960s,	the	Haarlem	judges	have	strongly	favoured	the	more	radical,	free	atonal	style	of	improvisation	that	became	popular	in	particular	among	Dutch	
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organists.	Organists	wo	prefer	to	improvise	in	historical	styles	are	to	that	extent	unable	to	demonstrate	their	particular	skills	and,	according	to	Bakker	and	Fidom,	have	to	change	their	playing	to	the	modern	‘Haarlem	style’	in	order	to	be	able	to	win	(2014:	43).	Nonetheless,	the	Haarlem	competition	has	done	much	to	raise	an	awareness	across	Europe	of	the	value	and	expressive	possibilities	of	improvisation	on	the	organ.			







Anglican	Liturgical	Improvisation	Three	main	categories	of	Anglican	liturgical	improvisation	have	evolved,	each	category	dividing	in	various	sub-categories:		1. Improvised	Voluntaries:	preludes,	Gospel	fanfares,	postludes	a. Victorian	Style	(tonal,	balanced	phrasing)	[around	1900]	On	the	evidence	provided	by	Sawyer,	this	style	focuses	on	a	clear-cut	classical	harmonic	language	with	a	restrained	use	of	chromaticism.	There	is	a	clear	emphasis	on	melodic	development,	which	is	evident	in	balanced	four-bar-phrasing.	Organ	masters,	such	as	Sir	John	Stainer,	were	able	to	improvise	in	prescribed	sonata	form.	Unfortunately,	there	are	no	recordings	available	from	that	period,	so	it	is	unclear	how	widespread	this	style	of	Anglican	improvisation	was	at	the	time.			b. Edwardian	Style	or	Grand	Style	(tonal,	increased	use	of	chromaticism)		[1940s	onwards,	but	probably	already	in	existence	at	around	1900]	Although	still	based	on	traditional	harmony,	this	style	includes	chromaticism	to	a	higher	degree	than	the	Victorian	Style	and	has	been	inspired	by	the	works	of	British	composers	such	as	Charles	Villiers	Stanford	(1852-1924)	and	Edward	Elgar	(1857-1934).	A	particular	feature	of	this	Grand	Style	is	the	use	of	suspensions	and	pedal	points,	which	together	with	seventh	chords	and	other	rich	harmonies	creates	a	most	impressive	ceremonial	effect.	Earlier	examples	of	this	style	seem	to	be	
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slower	and	more	dignified	in	style	(Westminster	Abbey	improvisations	from	1948	and	1963;	Willan),	whilst	later	examples	(Massey)	seem	to	be	more	energetic,	faster	and	perhaps	even	more	rhapsodic	in	character.	The	emphasis	has	now	shifted	to	harmony,	without	losing	sight	of	some	melodic	shaping.		c. Anglican	Modal	Style	(motivic	work,	modal	harmony)	[1915	onwards]	This	style	embraces	the	possibilities	of	modal	harmony,	without	ever	losing	touch	completely	with	elements	of	traditional	tonal	harmony.	The	modal	flavour	has	been	inspired	by	the	work	of	Ralph	Vaughan	Williams	(1872-1958),	and	includes	the	use	of	parallel	chords	in	first	and	second	inversion,	together	with	the	use	of	suspensions	and	extensive	pedal	point	harmonisation.	Perfect	cadences	are	often	avoided,	contributing	to	a	sense	of	ethereal	timelessness,	particular	in	the	pre-service	improvisation.	This	style	is	perhaps	mostly	associated	with	the	work	of	Herbert	Howells	(1892-1983),	whose	Rhapsody	No.	1	and	Psalm	Prelude	No.	1,	both	written	in	1915,	first	demonstrate	his	idiosyncratic	organ	style.	Howells’s	compositional	output	for	organ	is	regarded	by	Anglican	organists	as	a	role	model	for	pre-Evensong	improvisations.			d. Modern	French	Style	(strict	form,	both	homophonic	and	polyphonic	textures,	advanced	modal	harmony)	[1990s	onwards]	A	younger	generation	of	Anglican	organists	(typically	those	born	since	1960)	seems	to	have	been	increasingly	influenced	by	French-style	improvisations	and	the	





















































































































Table	5.1:	Improvisation	blueprint	of	improvised	variations	on	Ave	maris	stella,	10th	July	2009,	St	Albans	Cathedral:	 		1. Presentation	of	the	theme:		 theme	in	Soprano,	accompanied	by	modal	
[CD	2,	track	3;	0:54]	 	 chords	on	foundations	16’	+	8’	(two	chords	per		
	 	 	 	 	 Soprano	note)		2. 1st	Variation:	 	 	 canon	between	right	hand	and	pedals	(first		
[CD	2,	track	4;	1:08]	 	 phrase	of	chant);	
	 	 right	hand:	 Flute	4’	(Great)	arpeggios	left	hand:	 Reed	8’	(Choir)	Pedal:	 	 Octave	8’	+	2	2/3’		3. 2nd	Variation:	 	 	 chordal	playing	with	lively	free	motif	on	top;	
[CD	2,	track	5;	1:21]	 	 left	hand:		 chordal	playing	(Swell	strings)	right	hand:	 4’	+	2	2/3’	(Choir)	lively	free	motif	Pedal:	 	 Reed	8’	(second	phrase	of	chant)	
	4. 3rd	Variation:	 	 	 lively	trio	with	added	chromaticism;	
[CD	2,	track	6;	0:52]	 	 left	hand:	 16’	+	4’	+	2	2/3’	(Great)	right	hand:	 4’	+	2’	+	1	1/3’	(Choir)	Pedal:	 	 Reed	4’	5. 4th	Variation:	 	 	 ternary	form:	slow	–	polyphonic	–	slow	
[CD	2,	track	7;	1:53]	 	 left	hand:	 8’	chords	(Swell)	right	hand:	 melody	in	octaves	and	thirds	
(third	phrase	of	chant)	Pedal:	 	 32’	+	16’	(flue	stops)	6. 5th	Variation:	 	 	 toccata:		 fugal	exposition	of	lively	motif	on	
[CD	2,	track	8;	2:51]	 	 	 	 foundation	stops;	mediant	
	 	 	 	 	 	 	 harmony;	crescendo/build-up	to			 	 	 	 	 	 	 tutti;	dialogue	of	first	phrase	of		




meine	Seele,	13th	July	2009,	St	Saviour’s	Church,	St	Albans:		 1. Chorale	harmonisation:	 CF	in	Soprano	part;	chordal		
[CD	2,	track	9;	0’52’’]	 	 texture	with	passing	notes;			 	 	 	 GO:	 8’	4’	2’	(chorus)		 	 	 	 Ped	:	 16’	+	Gt/Ped	coupler		 2. 1st	Variation:	 	 	 manuals	only	(Gt);	CF	in	long	note	values	
[CD	2,	track	10;	1’02’’]	 in	Soprano	with	motivic	accompaniment			 	 	 	 pattern	in	accompanying	voices;	GO:	 8’	2’		
 2	Accessed	at:	http://www.organfestival.com/St_Albans_International_Organ_Festival/st-saviours-church-organ.html	retrieved	on	15th	May	2019.	
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3. 2nd	Variation:		 	 Vorimitation	(free	motivic	idea	fugally		
[CD	2,	track	11;	1’31’’]	 presented	on	softer	manual	with	basso			 	 	 	 continuo	accompaniment	in	pedals);	CF	stated		 	 	 	 on	Cromorne	8’	in	Tenor	in	sections	between		 	 	 	 Vorimitation	sections;	
	 	 	 	 GO:	 8’	4’	(flutes)		 	 	 	 Pos:	 Cromorne	8’		 	 	 	 Ped:	 16’	8’	(flutes)		 4. 3rd	Variation:	 	 	 Ritornello	in	Alto,	Tenor	and	Bass	(idea	taken	
[CD	2,	track	12;	2’14’’]	 Bach	Schmücke	Dich,	O	liebe	Seele	BWV	654);		CF	stated	on	Cornett	registration	in	Soprano;	GO:	 8’	4’	Cornett	Pos:	 8’	4’	(flutes)	Ped:	 16’	8’	(flutes)		 5. 4th	Variation:	 	 	 Bach-invention-type	two-part	texture	between			 [CD	2,	track	13;	1’49’’]	 GO	and	Pos;	CF	stated	on	4’	stop	(Alto	range)	in			 	 	 	 	 pedals;		 	 	 	 GO:	 16’	8’	(flutes)		 	 	 	 Pos:	 8’	4’	(flutes)		 	 	 	 Ped:	 Prestant	4’		 6. 5th	Variation:	 	 	 Chorale	concerto	(organo	pleno):	free	ritornello	














































DVD	Ex	Tempore:	Improvising	in	English	Historical	Styles	(2011)		In	this	section,	I	discuss	my	approach	to	the	practical	testing	of	key	strategies	for	learning	and	performing	English	historical	stylistic	improvisations	in	the	following	four	stages:		 1. Selection	of	composers	and	works	2. Process	of	identifying	key	formulae	through	analysis	3. Practical	realisation	(e.g.	choice	of	organ,	recording	process)	4. Critique	of	entire	process,	including	the	DVD	itself		The	DVD/CD	Ex	Tempore	represents	the	third	stage	(practical	realisation)	and	forms	a	central	part	of	this	project	as	it	provides	an	object	that	can	be	critiqued.	However,	the	content	of	the	DVD	only	shows	the	end	result	of	this	action	research	project.	The	process	of	critical	reflection	to	inform	further	action	–	which	encapsulates	the	very	nature	of	the	action	research	methodology	–	took	place	during	and	in	between	practice	sessions	which	have	not	been	recorded	in	musical	
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Fitzwilliam	Virginal	Book,	that	I	adopted	as	a	model	for	my	attempts	to	improvise	in	that	style	(CD	3,	track	7).	According	to	Geoffrey	Cox	(1998:	193),	Byrd’s	fantasias	usually	fall	into	several	contrasting	sections:	dance-like	passages,	brilliant	toccatas	and	purely	contrapuntal	sections.	This	served	as	a	good	starting	point	for	my	own	Byrd-style	improvisation.		Fantasia	in	the	style	of	Byrd	My	improvised	Fantasia	in	the	style	of	Byrd	(CD	3,	track	7)	was	recorded	on	the	Wetheringsett	organ	at	Holy	Trinity,	South	Kensington,	London,	on	22nd	February	2011.	The	underlying	structure	of	this	improvisation	is	as	follows:		 1. Imitative	Section:	point	A	+	point	B			2. Passage	work			3. Dance-like	section	1	+	2			
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4. Syncopations	5. Tudor	chord	sequence	6. Compound	time	section	1	+	2	7. Coda	In	order	to	prepare	myself	for	this	recorded	improvisation,	I	practised	each	section	separately	using	a	simple	‘trial	and	error’	method:	does	this	sound	convincing	to	my	ears	and	my	understanding	of	the	music	of	this	period?	Does	a	run	in	the	right-hand	end	at	the	right	time	on	the	right	note?	Is	there	enough	contrast	in	each	section	to	maintain	musical	interest?	Although	I	did	not	use	any	memory	aid	during	the	recording	(e.g.	ideas	on	manuscript	paper),	I	had	memorised	the	best	musical	phrases	from	my	practice	sessions.			1.	Imitative	Section	The	 opening	 section	 (Ex.	 5.21)	 only	 contains	 two	 imitative	 entries	 after	which	 I	changed	to	a	simple	homophonic,	dance-like	texture.	Note	that	the	second	entry	is	a	third	lower	than	the	first	(not	a	fourth	or	fifth),	which	is	arguably	something	Byrd	might	not	have	done	(his	second	entries	seem	to	be	either	in	the	subdominant	or	dominant).	The	idea	of	using	a	second	point	(Ex.	5.22)	is	based	on	Byrd’s	‘Fantasia	[in	A]’.	
 Ex.	5.21:	Section	A	(improvised):	
		Ex.	5.22:	Section	B	(improvised):	












		6.	Compound	Time	Section	Like	Byrd,	I	decided	to	change	the	metre	of	my	fantasia	from	4/4	to	compound	time	half-way	through	the	piece.	The	pattern	in	Ex.	5.28	is	based	on	a	similar	section	in	Byrd’s	 ‘Fantasia	 [in	 A]’.23	 I	 was	 also	 able	 to	 include	 another	 idea	 by	 Byrd:	 the	repetition	of	the	first	four	bars	one	octave	lower	in	order	to	create	an	‘echo	effect’.		Ex.	5.28:	Compound	time	1	(improvised):	




7.	Coda	Having	 had	 Byrd’s	 flourish	 on	 the	 last	 chord	 of	 his	 ‘Fantasia	 [in	 A]’	 in	mind,25	 I	decided	to	place	the	runs	in	my	left	hand	instead,	leading	right	up	to	the	top	note	of	the	right-hand	chord	(Ex.	5.30).		Ex.	5.30:	Improvised	coda	(improvised):	
	
		This	 improvised	 Byrd-style	 fantasia	 was,	 in	 retrospect,	 possibly	 the	 most	challenging	improvisation	for	me	compared	to	all	the	other	stylistic	improvisations	on	the	CD	Ex	Tempore	(CD	3).	One	of	the	main	reasons	for	this	was	that	Byrd’s	music	is	not	tonal	but	modal26	which	placed	this	type	of	music	well	outside	my	comfort	zone	as	an	improviser.		Also,	I	had	to	learn	almost	from	scratch	Tudor	stock	phrases,	chord	progressions	and,	in	particular,	specific	rhythmic	proportions	to	enable	me	to	improvise	a	convincing	piece	in	that	style.	This	required	extensive	preparation,	as	this	musical	language	was	almost	completely	new	to	me	as	an	improviser.	Although	Byrd’s	 pieces	 are	written	 in	 specific	 keys,	 I	 found	 it	 difficult	 to	 apply	my	 ‘tonal’	understanding	of	keys	in	my	improvisations:	the	concept	of	modes	in	Tudor-style	improvisation	confused	me,	particularly	when	trying	to	change	‘keys’.	In	the	end,	I	decided	to	use	my	musical	judgement	as	an	improviser,	relying	predominantly	on	experimenting	and	listening	to	my	own	playing.	This	approach	helped	maintaining	the	flow	of	my	playing,	whilst	also	allowing	me	to	take	more	‘risks’.			My	 improvised	 Fantasia	 starts	 in	 the	 key	 of	 A	minor	 and	 finishes	 in	 G	major.	 I	discovered	only	recently	that,	in	so	doing,	I	have	unintentionally	disobeyed	one	of	Morley’s	rules	regarding	the	fantasia:	do	not,	in	the	closing,	go	out	of	the	key,	‘which	is	 one	 of	 the	 grosest	 faults	 that	may	be	 committed.’	 (1937	 [1597]:	 146)	 I	would	therefore	consider	this	one	of	the	major	stylistic	inaccuracies	of	my	improvisation.	
 25	Byrd,	‘LII.	Fantasia	[in	A]’,	from	The	Fitzwilliam	Virginal	Book	Vol.	1	(eds.	J.	Fuller	and	W.	Barclay	Squire,	1963),	p.	195,	bars	168-169.	26	I	refer	here	to	Tudor	modality,	as	opposed	to	twentieth-century	modality.		
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Structure:		Although	this	improvisation	is	simple	in	its	structural	outline,	it	contains	more	contrasting	sections	compared	to	the	usual	Purcell	structure	of	A	–	A	–B	–	B.	An	analysis	of	the	transcription	(Ex.	5.35)	shows	the	following	order	of	sections:		Section	A:	 	 12	bars	 bars	1-12	 on	the	Great	Section	B:	 B1	 6	bars	 	 bars	12-19		 on	the	Great	 B1=B2		 	 B2	 6	bars			 bars	19-25	 on	the	Choir	Section	C:	 C1	 8	bars	 	 bars	26-33	 on	the	Great	 last	4	bars	of		C1	and	C2		differ		 	 C2	 8	bars			 bars	34-41	 on	the	Choir	Coda:	 	 	 4	bars	 	 bars	41-45	 on	the	Great	




















































































































BACKGROUND à FOREGROUND à EPILOGUE 





























































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































	 	 	 	 Mood/atmosphere	used	as	developmental	tool.	






















































































































































































































































































































































































































































































































































































































































































































































































































































Table	B2:		 RTA	–	Improvised	postlude	after	Evensong		Recording:	 National	Sound	Archive	(BL	Reference:	9CL0014626-7)			Location:	 Westminster	Abbey	Date:	 	 23rd	October	1948	(BBC3	Choral	Evensong)	Organist:	 anon.	RTA:	 	 Starts	with	full	organ	(pedal	point,	chordal	suspensions)	–		Solemn	march	in	4/4.		 	 50’’-1’00’’:	Tuba	solo	in	Tenor	range,	then	Great	takes	over	again.		 	 1’16’’:		 Quick	diminuendo,	Swell:	flutes	&	reeds,	chordal,		then	crescendo.		 	 1’53’’:		 Break,	full	Great:	chordal	with	passage	work	(in	the	style	of		Stanford’s	Toccata	and	Fantasia	in	D	minor).		 	 2’36’’:		 Break,	chords	in	right	hand	with	semiquaver	runs	in	the	left		hand.	Fortissimo.		 	 3’10’’:		 Diminuendo,	good	use	of	organ	tessitura	(low,	high).		 	 3’30’’:	 Solo	clarinet	8’	with	Swell	strings	accompaniment.		 	 3’36’’:		 Fade	out.		Comments:	 Homophonic	texture	with	occasional	passage	work.	Late	Romantic	in	style	–	traditional	use	of	tonal	harmony.	Ceremonial	style	(Elgar?).		 	 Typical	use	of	chords:	diminished	7th	chords	on	strong	beats	of		the	bar.		 	 Stepwise	movement	of	the	pedal	part.		 	 Extensive	use	of	suspensions	(3-4;	9-8).		 	 Many	modulations/very	chromatic.	Feels	structured:	this	would	be	regarded	as	a	successful	improvisation	at	a	German	improvisation	diploma	examination	(postgraduate).			
Table	B3:	 RTA	-	Improvised	organ	prelude	at	the	Wedding	of	HRH	Princess	
Alexandra		Recording:	 National	Sound	Archive	(BL	Reference:	1LP0167371)	Location:	 Westminster	Abbey	 	Date:	 	 24th	April	1963	(BBC)	Organist:	 Simon	Preston	RTA:	 A	detailed	analysis	was	not	possible	as	the	organ	sound	was	covered			 up	by	a	voice-over	0’00’’	 Full	organ:	thick	chordal	texture,	with	a	string	of	suspensions	in	the	following	manner:		[Ex.	B1	inserted	here]	 	1’01’’	 Diminuendo	–	then	not	quite	audible.		 	 1’14’’	 Finish.		Comments:	 Instant	impression:	a	solemn	march	in	the	style	of	Elgar	/	‘music	for	a	royal	occasion’.		 	 Homophonic	texture	throughout	–	chordal.		 	 Extensive	use	of	suspensions	–	together	with	diminished	chords	in		the	manner	of:		[Ex.	B2	inserted	here]										
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Ex.	B1:	Chain	of	suspensions:	 							 			Ex.	B2:	Chain	of	suspensions	and	diminished	seventh	chord:	 							
	
Table	B4:	 RTA	-	Improvised	postlude	after	Evensong		Recording:	 CD	1,	track	2	Location:	 St	Mary	Magdalene,	Toronto,	Canada	Date:	 	 08th	January	1967	Organist:	 Healey	Willan	RTA:	 	 0’00’’	 Soft	8’	stops	on	Swell	(celeste,	strings)	chordal,	tonal,		suspensions,	soft	Pedal	16’	stops.		 	 0’06’’	 Swell	box	opens.		 	 0’14’’	 Downward	scale	in	pedals.		 	 0’30’’	 Swell	box	closes.		 	 0’43’’	 Pedal	point	harmonisation	(until	0’53’’).		 	 0’55’’	 Solo	melody	on	Great	Flute	8’,	accompanied	by	Swell.			 	 1’55’’	 Solo	melody	stops,	Swell	strings	&	Pedal	only.		 	 3’05’’	 Swell	box	closes.		 	 3’43’’	 Finish.		Comments:	 Ternary	form:	Swell	–	solo	on	Great	–	Swell.	Homophonic	texture	throughout.	Time	signature	not	clear.	No	change	of	registrations.	Traditional	tonal	harmony	with	use	of	long-held	suspensions.	Melody	not	pronounced	in	character.		 	 Overall	impression:	music	stays	mostly	in	the	background	creating	a			 	 solemn	atmosphere.	
	
	
Table	B5:	 RTA	-	Improvised	postlude	on	‘Lasst	uns	erfreuen’	after	High	Mass		Recording:	 CD	1,	track	3	Location:	 St	Mary	Magdalene,	Toronto,	Canada	Date:	 	 02nd	October	1966		Organist:	 Healey	Willan	RTA:	 0’00’’	 mf	start:	pedal	note,	then	left-hand	unison	scale	on	Swell			 	 manual	‘fanning	out’	into	chordal	playing,	highlighting	the	first		couple	of	notes	of	the	hymn.		 0’09’’	 Right-hand:	Great	enters	(f,	full	chorus	including	mixtures),			 	 stating	first	line	of	hymn,	melodic	development.		 0’14’’	 Beginning	of	hymn	tune	stated	one	octave	higher.	
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	 0’22’’	 Free	harmonic	development,	chordal,	suspensions.		 0’39’’	 Harmonic	freeze	on	half-diminished	seventh	chord,	voices	keep		moving	within	that	harmony.			 0’50’’	 Crescendo:	reeds	drawn;	harmony	moving	again,	now	very	dense		and	Late-Romantic	in	style	–	think	texture	–	suspensions.		 1’04’’	 Imperfect	cadence	–	short	gap.		 1’05’’	 Unison	start,	then	straight	away	chordal	again,	use	of	long		diminished	seventh	chord,	wonderful	harmonic	development	with	thick	chromatic	harmony.		 1’43’’	 Gap.		 1’44’’	 Strong	diminished	seventh	chord	over	pedal	point,	then	harmonic		development	over	same	pedal	point,	gradually	moving	up	towards		the	higher	tessitura	of	the	organ.		 1’56’’	 Pedal	starts	moving	again	(stepwise	downwards).		 2’05’’	 Harmonic	language	becomes	more	chromatic	–	Reger	style	comes	to		mind;	excessive	use	of	diminished	seventh	chords.		 2’18’’	 Sense	of	an	approach	of	a	final	cadence.		 2’23’’	 Cadence/musical	climax	is	reached,	organ	point	harmonisation		(coda).		 2’37’’	 Final	fortissimo	chord	is	placed.		 2’46’’	 Finish.		Comments:	 use	of	late-Romantic	harmony	–	highly	modulatory	–	Reger	comes	to		Mind.		 	 Anglican	ceremonial	style	of	playing:	diminished	seventh	chords,		suspensions.		 	 Hymn	briefly	stated	at	beginning	only.	
	
	

















2’52’’	 Plays	same	notes	with	same	registration,	this	time	joined	by	the	choir;	the	anthem	has	started	and	is	accompanied	by	the	organist.		Comments:	 Very	much	in	the	tradition	of	previous	generations	of			 	 Anglican	organists.		 	 Overall,	strong	and	loud	organ	playing	–	surprising.			
Table	B7:	 RTA	-	Improvised	‘Extemporization	on	“Westminster	Abbey”’	Recording:	 CD	1,	track	5	Location:	 Lincoln	Cathedral	Date:	 	 1984		Organist:	 Philip	Marshall	RTA:	 0’00’’	 Quick	run	to	first	chord	(on	Great,	chorus	up	to	mixtures);		ceremonial	free	(ritornello)	theme	(used	as	a	ritornello	later);	classical	harmony	(no	chromaticism);	homophonic	texture	with		specific	accompaniment	pattern.		 0’09’’	 First	quick	statement	of	first	line	of	Westminster	Abbey	(WA);	cadence	(modulation).		 0’16’’	 Ritornello	in	new	key;	short	gap.		 0’29’’	 Ritornello	in	original	key	(brief);	cadence;	short	gap.		 0’42’’	 Longer	run	to	first	chord;	first	line	of	WA	stated	on	Great	over	tonic			 	 pedal	point;	interesting	reharmonisation	of	parts	of	the	melody.			 0’52’’	 Same	line	of	WA	stated,	now	harmonised	differently	again	(more			 	 chromaticism	and	mediant	relations);	clear	cadence;	short	gap.		 1’02’’	 Soft	chordal	playing	on	Swell	(flutes)	with	soft	pedal	note;	cadence;			 	 short	gap.		 1’12’’	 WA	fully	stated	on	clarinet,	whilst	accompanied	by	flutes	(parallel			 	 sixths,	in	the	manner	of	‘Prelude	on	Rhosymedre’	by	Ralph			 	 Vaughan	Williams).		 2’25’’	 WA	stated	on	Great	diapason,	still	accompanied	by	flutes	in	parallel			 	 sixth	movement.		 2’56’’	 WA	tune	altered;	crescendo	(full	Swell	added);	parallel	sixths			 	 replaced	by	chordal	movement.	 		 3’08’’	 WA	tune	statement	continues,	full	Great	principal	chorus	added			 	 (omitting	mixtures).		 3’23’’	 Free	chordal	movement	with	no	distinct	sense	of	direction.		 3’31’’	 Mediant	key	relationships	(up	a	minor	third);	statement	of		























8’08’’	 Finish.		Comments:	 Clear	sectional	structure.		 	 Predominantly	tonal	harmony.		 	 Extended	use	of	parallel	sixths.		 	 Use	of	motivic	development.		
Table	B8:	 RTA	-	Improvised	Gospel	fanfare	during	Sunday	Eucharist		Recording:	 CD	1,	track	6	Location:	 Hereford	Cathedral	Date:	 	 Summer	1992	Organist:	 Roy	Massey	RTA:	 0’03’’	 Organ	accompaniment	(forte)	for	congregational	response:	‘Praise		be	to	thee,	O	Christ’.	
0’11’’	 Immediate	launch	into	Gospel	fanfare;	organ	louder;	exciting	passage	work	(fast	triplets)	over	pedal	point,	leading	into	cascades	of	highly	chromatic	harmony	(still	tonal).		 0’26’’	 Tuba	fanfare	chords	emerge,	on	top	of	full	Great	and	pedal	point.		 0’31’’	 Strong,	chromatic	chordal	development	on	Great	continues.		 0’33’’	 Quick	passage	work	reappears,	over	Pedal	note.		 0’36’’	 Chromatic	harmony	development	continues.		 0’41’’	 Second	Tuba	entry	with	fanfare-type	chords	over	Great	and	Pedal.		 0’48’’	 Clear	perfect	cadence	(dominant	seventh	chord	–	tonic).		Comments:	 Very	exciting	to	listen	to!		 	 Harmonic	language	still	tonal	and	in	late	Romantic	style	(see	Willan			 	 and	Thalben-Ball).		 	 Especially	the	passage	work	is	impressive.			Table	B9:	 RTA	-	Improvised	postlude	at	the	end	of	Sunday	Eucharist	Recording:	 CD	1,	track	7	Location:	 Hereford	Cathedral	Date:	 	 Summer	1992		Organist:	 Roy	Massey	RTA:	 0’00’’	 Final	verse	of	congregational	hymn:	Mannheim.		 0’36’’	 Instant	launch	into	postlude	(full	organ)	with	quick	run	to	first		chord;	most	energetic,	chordal	playing;	pedal	part	agile;	clear		harmonic	language	(less	chromatic).		 0’49’’	 Modulation	into	the	dominant	key.		 0’51’’	 Right-hand	toccata-like	figure	(quick	alternation	between	notes),		then	pedal	and	left-hand	entry;	change	of	chord	from	major	to		minor;	harmonic	development	whilst	maintaining	toccata	figure.		 1’06’’	 Toccata	figure	stops,	chordal	playing	continues.		 1’12’’	 Tuba	melody	enters	(left-hand),	whilst	full	Great	(right-hand)	and		pedals	continue;	melody	clear-cut	and	hymn-like.	
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	 1’29’’	 Tuba	stops,	chordal	playing	continues;	harmonic	development.		 1’43’’	 Toccata	figure	resumes,	pedal	pauses	and	comes	back	in	again.		 1’55’’	 Tonic	pedal	point;	toccata	figure	on	top;	then	harmonic		development.		 2’22’	 First	line	of	hymn	tune	Mannheim	is	stated	in	pedals	(last	two	notes		altered);	lively	chordal	work	on	Great	linking	the	next	statement.		 2’38’’	 Rest	of	hymn	tune	is	stated	in	pedals,	slightly	altered	rhythmically.		 3’01’’	 Chordal	outburst	ensues.		 3’12’’	 Very	quick	cycle	of	fifths;	then	thick	texture,	chromatic	harmonic		development,	somewhat	losing	sense	of	direction.		 4’13’’	 Pedal	point	harmonisation	with	theme	from	the	beginning	on	top.		 4’17’’	 Statement	of	first	two	lines	of	hymn	on	Tuba	(slightly	altered,	Tenor		range,	octave	coupler).		 4’39’’	 New	texture:	melody	note	of	hymn	played	on	strong	beat,	full	organ		chord	follows	quickly	on	weak	beat.		 4’46’’	 Coda	based	on	original	theme.		Comments:	 Highly	virtuosic	playing	–	exciting	to	listen	to!		 	 Homophonic	texture	with	tonal	harmony.		 	 Full	organ	throughout.		 	 First	half	of	the	postlude	in	free-style,	then	based	on	final	hymn.			
Table	B10:	 RTA	-	Improvised	postlude;	BBC	Choral	Evensong	Recording:	 CD	1,	track	8	Location:	 Westminster	Abbey	Date:	 	 December	1996		Organist:	 Martin	Baker	RTA:	 0’00’’	 Three	strong	chords	(Great	chorus	with	mixtures),	mediant		relation	(?).	
0’02’’	 Lively	accompaniment	figure	on	full	Swell	(box	shut)	whilst	the	hymn	God	
rest	you	merry,	gentlemen	(GRY)	is	stated	on	Great	(slightly	altered),	no	pedals.		 0’09’’	 Surprise	harmonisation	at	the	end	of	the	first	hymn	line.		 0’20’’	 Surprise	harmonisation	at	the	end	of	the	second	hymn	line.		 0’22’’	 Pedal	joins.		 0’32’’	 First	complete	statement	of	hymn	finished;	second	statement	begins			 	 on	full	Swell;	now	dotted	rhythm;	lively	accompaniment	pattern			 	 continues.		 0’36’’	 Surprise	harmonisation	at	the	end	of	the	first	hymn	line.		 0’38’’	 Main	motif	from	theme	stated	in	a	different	key.		 0’42’’	 Surprising	change	of	harmonic	direction.		 0’44’’	 Develops	into	free	motif	(whole-tone	scale?).		 0’49’’	 Harmony	freezes;	diminuendo	to	fluty	sound;	lively	accompaniment			 	 patter	continues	whilst	the	hymn	While	Shepherds	watched	(WSW)		is	stated	fully	in	the	pedals;	accompaniment	harmony	somewhat			 	 impressionistic.		 1’08’’	 First	line	of	WSW	is	stated	as	a	canon,	starting	with	Great	(open			 	 diapason)	and	pedals;	second	entry	altered	(only	first	couple	of			 	 notes	from	hymn,	then	takes	different	direction).		 1’17’’	 Second	line	of	WSW	is	stated	as	a	canon.		 1’23’’	 Harmonic	development	(Swell	box	shut,	then	crescendo).		 1’33’’	 GRY	stated	on	Swell,	but	modally	altered	(whole-tone	scale?).		 1’43’’	 GRY	theme	modally	developed	on	Swell;	lively	accompaniment			 	 pattern	continues;	‘Pedal	dots’.		 1’50’’	 WSW	head	motif	soloed	out	on	Choir	(8’,	4’,	2	2/3’),	then	modal			 	 development	of	melody.		 1’56’’	 Echo	effect	between	Choir	and	Solo	(cornet	registration),	modal			 	 development	of	melody.		 2’05’’	 WSW	head	motif	soloed	out	on	Solo	(cornet	registration),	modal		
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	 	 development	of	melody;	some	coordination	problems	as	commonly			 	 found	in	fast	melodic	improvisations.		 2’15’’	 Melodic	development	on	Solo	becomes	increasingly	modal.		 2’18’’	 Solo	melody	keeps	repeating	same	note	quickly	whilst		accompaniment	stops.		 2’20’’	 Sudden	change	of	registration	to	flutes,	whilst	repeating	the	same			 	 melody	note.		 2’26’’	 Modal	development	on	flutes	with	lively	accompaniment	on	Swell			 	 (soft).		 2’32’’	 Flute	melody	splits	into	thirds	(modal	scale).		 2’39’’	 Quick	notes	in	left-hand,	quick	echo	effect	with	right-hand	(flutes);			 	 modal	development.		 2’50’’	 WSW	head	motif	in	sixths	on	flutes	(modal)	with	lively			 	 accompaniment	on	Swell	flutes;	modal	development.		 3’05	 Reeds	added	to	Swell	(box	still	shut);	held	chord	with	lively	pattern.		 3’11’	 More	Swell	stops	added	(box	opens	slightly);	modal	development;			 	 big	crescendo.		 3’27’’	 Staccato	chords	on	Great	(like	at	the	beginning);	mediant		relationship.		 3’33’’	 GRY	statement	on	Great	(full	chorus	with	mixtures),	lively			 	 accompaniment	on	Swell	(as	before).		 3’39’’	 Different	surprise	harmonisation	at	the	end	of	first	hymn	line.		 3’45’’	 Different	surprise	harmonisation	at	the	end	of	second	hymn	line.		 3’48’’	 GRY	melody	not	fully	stated	yet,	melody	departure	in	different			 	 direction.		 3’59’’	 Motif	in	fourths	(alternating	right	and	left	hand)	over	pedal	point;			 	 crescendo.		 4’11’’	 WSW	statement	in	pedal	whilst	a	lively	toccata	unfolds	on	the	Great;		colourful	harmonisation.		 4’21’’	 After	WSW	statement	in	pedals,	head	motif	developed	on	Great			 	 (modally);	harmonic	crescendo/build-up.		 4’43’’	 Solo	statement	of	WSW	head	motif	on	Solo	reeds	(no		accompaniment),	modally	altered.		 4’47’’	 Pedal	joins	(now:	two-part	texture),	long	held	note;	gap.		 4’53’’	 Pseudo-exposition	(based	on	WSW?)	on	Great	(chorus	plus			 	 mixtures);	polyphonic	texture	quickly	becomes	homophonic;			 	 crescendo	and	harmonic	development	(harmony	becomes	denser),			 	 gradually	approaching	higher	end	of	keyboard;	lively			 	 accompaniment.		 5’43’’	 Sudden	shift	of	harmony;	build-up	(crescendo,	more	lively	playing);			 	 very	brief	gap.		 6’10’’	 Stronger	reeds	added	to	full	organ	sound;	starting	in	unison	than			 	 fanning	out	into	full	harmony	(motifs	from	GRY	recycled).		 6’16’’	 Sudden	increase	in	liveliness;	harmony	incredibly	blurred	(giving			 	 the	impression	of	leaving	tonality).		 6’29’’	 Sudden	bright	final	cadence	(major	triad).			 6’36’’	 Finish.		Comments:	 Full	of	energy	and	drive.		 	 Advanced	use	of	modal	harmonies	(French	in	taste?).		 	 Pseudo-sonata	form,	developing	two	contrasting	themes	(minor/major).		 	 Lively	accompaniment	figure	ongoing	throughout	for	almost	the			 	 entire	improvisation.		 	 Varied	use	of	textures,	including	polyphony.		 	 Varied	use	of	registration;	use	of	cornets	for	solo	melody.				
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Table	B11:	 RTA	-	Improvised	prelude	before	Matins	Recording:	 CD	1,	track	9	Location:	 Rochester	Cathedral	Date:	 	 03rd	October	1999		Organist:	 Sean	Farrell	(b.	1967)	RTA:	 0’00’’	 Recording	starts	midway;	improvisation	on	Stopped	Diapason	8’:		 	 parallel	sixths,	then	cadence	followed	by	a	short	gap.		 0’16’’	 Chordal	playing	on	Swell	strings	and	flutes	(light	modal	flavour	–			 	 mediant	relationships),	short	gap.		 0’44’’	 Thirds	on	Flute	8’	(whole-tone	scale),	no	accompaniment.		 0’50’’	 lower	chordal	accompaniment	joins	on	softer	manual.		 1’03’’	 Pedal	points	on	strings	and	flutes	(long-held			 	 augmented	triad,	then	tonal	chords	on	second	inversion	pedal			 	 point);	chords	moving	up	the	keyboard	and	then	down.		 1’48’’	 Solo	Clarinet	8’	enters,	then	accompanied	by	soft	chords	on	Swell			 	 (major	seventh	chords).		 2’14’’	 Chords	on	Swell	only	over	pedal	point,	ending	in	the	right	key	for	the	
Preces.		 2’53’’	 Finish.		 2’54’’	 Cantor	‘O	Lord,	open	Thou	our	lips’	(Preces).		Comments:	 ‘Background’	improvisation.		 	 Typical	use	of	Anglican	style	registrations:	strings,	flutes,	solo			 	 clarinet.		 	 Mostly	homophonic	texture.		 	 Harmony	has	priority	over	melody.		 	 Use	of	whole-tone	thirds	creates	interest.		 	 No	clear	sense	of	metre	or	structure	or	recognisable	theme/motif.			
Table	B12:	 RTA	-	Improvised	prelude	before	Evensong	Recording:	 CD	1,	track	10	Location:	 Canterbury	Cathedral	Date:	 	 05th	October	1999		Organist:	 Timothy	Noon	(b.	1974)		RTA:	 0’00’’	 Recording	starts	midway;	chordal	playing	on	soft	strings	and	flutes;		 	 Modal	harmony	with	suspensions	over	pedal	points.		 0’31’’	 Thirds	on	flute	join	the	chordal	texture.		 	0’59’’	 Sudden	drop	in	volume;	chordal	playing	on	Swell	strings.		 1’04’’	 Swell	box	opens	quickly.		 1’08’’	 Swell	box	shuts	quickly.		 1’11’’	 Swell	box	opens	quickly.		 1’12’’	 Swell	box	shuts	quickly.		 1’36’’	 Harmonic	rhythm	slows	down.		 1’41’’	 Congregation	standing	up	(choir	enters).		 1’56’’	 Chords	moving	up	on	the	keyboard,	no	Pedal.		 2’08’’	 Pedal	point	enters.		 2’15’’	 Swell	celeste	added.		 2’19’’	 Swell	box	shuts	quickly.		 2’46’’	 Final	chord	(major).		 2’50’’		 Finish.		 2’59’’	 Cantor	sings	‘O	Lord,	open	Thou	our	Lips’	(Preces).		Comments:	 Use	of	registration	typical	of	Anglican-style	improvisations.		 	 Homophonic	(chordal)	texture	dominant.		 	 Light	modal	harmonies.		 	 Abrupt	use	of	Swell	pedal.		 	 Suspensions	and	pedal	points.		 	 No	clear	sense	of	metre	or	structure	or	theme/motif.		
	 325	
Table	B13:	 RTA	-	Improvised	prelude	before	Evensong	Recording:	 CD	1,	track	11	Location:	 St	John’s	College	Chapel,	Cambridge	Date:	 	 05th	November	2002		Organist:	 Organist	unknown	(one	of	the	College’s	organ	scholars?)	RTA:	 0’00’’	 Modal	chords	on	diapasons;	Howellsian	in	style;	pedal	point			 	 harmonies.		 0’12’’	 Swell	reeds	added;	then	Swell	box	opens	and	shuts	quickly	in			 	 succession.		 0’26’’	 Pedal	points;	gap.		 0’33’’	 Slightly	softer	in	sound;	same	harmonic	language	on	pedal	point.		 0’56’’	 New	modal	centre	(‘fresh’);	mediant	relationship.		 1’05’’	 Dominant	pedal	(Swell	box	open/shut	quickly).		 1’24’’	 New	modal	centre.		 1’38’’	 Swell	reeds	off;	gap.		 2’07’’	 Modal	chords	on	softer	Swell	(strings,	flutes);	pedal	point			 	 harmonies.		 2’33’’	 Change	of	registrations:	Swell	strings	only.		 2’49’’	 Congregation	standing	up	–	choir	processes	into	choir	stalls.		 2’56’’	 Crescendo:	diapasons	added.		 3’03’’	 Dominant	pedal	point;	crescendo	(Swell	reeds	added).		 3’09’’	 New	modal	centre	(mediant	relationship);	pedal	points;		diminuendo.		 3’19’’	 New	modal	centre;	pedal	point	harmonisation;	diminuendo.		 3’24’’	 Sudden	diminuendo;	pedal	points.	
	 3’29’’	 Further	diminuendo;	pedal	points.		 3’59’’	 Finish.		Comments:	 Extensive	use	of	pedal	points.		 	 Crescendos	include	Swell	reeds.		 	 Quick	use	of	Swell	pedal.		 	 Modal	harmony	(reminiscent	of	Howells’s	organ	style).		 	 More	shape	than	previous	two	improvisations	(Tables	B11	and			 	 B12)	and	more	organic	development	despite	some	solecisms.			
Table	B14:	 RTA	-	Improvised	introduction	to	‘God	rest	you	merry,	gentlemen’		Recording:	 CD	1,	track	12	Location:	 Temple	Church,	London	Date:	 	 December	1961		Organist:	 George	Thalben-Ball	Occasion:	 BBC	Radio	3	broadcast:	Carols	from	the	Temple	Church.	RTA:	 0’01’’	 Full	organ;	statement	of	opening	bars	of	carol	in	the	pedals	as	fugal			 	 subject.		 0’04’’	 Second	entry	(answer)	in	the	Tenor.		 0’07’’	 Third	entry	(subject)	in	the	Alto.		 0’11’’	 Fourth	entry	(answer)	in	the	Soprano;	then	harmonic	development			 	 (homophonic).		 0’29’’	 Statement	of	last	half	of	carol	(‘O	tidings	of	joy’)	but	then	altered	and			 	 harmonically	developed.		 0’41’’	 Final	cadence	approached.		 0’49’’	 Finish.		 0’50’’	 Gentlemen	of	the	choir	start	singing	first	verse	of	the	carol.		Comments:	 Fugal	exposition.		 	 Overall	surprisingly	quasi-antique	feel	to	the	use	of	harmony.		 	 First	impression:	a	formal	and	structured	improvisation.			
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Table	B15:	 RTA	–	Improvised	introduction	to	Offertory	hymn	‘Just	as	I	am’	Recording:	 CD	1,	track	13	Location:	 Hereford	Cathedral	Date:	 	 Summer	1992		Organist:	 Roy	Massey	Occasion:	 Sunday	Eucharist	(choir	on	holiday)	RTA:	 0’00’’	 Full	Choir	(mixtures,	no	reeds);	pedal	point;	pseudo-polyphonic			 	 texture	in	manuals.		 0’04’’	 Cycle	of	fifths;	harmonic	development	in	the	Baroque	style.		 0’27’’	 Ritardando;	finish	on	dominant	chord.		 0’30’’	 Whole	hymn	played-over	with	same	registration.		 0’57’’	 Finish.		 0’58’’	 Congregation	starts	singing	first	verse.		Comments:	 Quasi-antique	style	improvisation	at	the	beginning.		 	 This	then	merges	with	traditional	hymn	play-over.			
Table	B16:	 RTA	–	Psalms	93	and	94	Recording:	 CD	1,	track	14	Location:	 Exeter	Cathedral	Date:	 	 18th	May	2005		Organist:	 Andrew	Millington	Occasion:	 Evensong	RTA:	 0’01’’	 Psalm	93		 	 Verse	1:	full	Swell	(reeds	8’),	colla	parte.1		 0’19’’	 Verse	2:	full	Swell,	colla	parte.		 0’28’’	 Verse	3:	soft,	fluty,	colla	parte.		 0’38’’	 Verse	4:	full	Swell	(reeds	16’	+	8’),	colla	parte.		 0’51’’	 Verse	5:	full	Swell	(reeds	8’	+	4’),	colla	parte.		 1’04’’	 Verse	6:	softer	sound,	colla	parte.		 1’17’’	 Doxology:	 full	Swell	(like	in	Verse	1),	colla	parte.		 1’28’’	 	 	 Great	diapasons	added,	colla	parte.		 1’46’’	 Psalm	94		 	 Verse	1:	strong	diapason-based	sound	(8’,	4’,	2’),	colla	parte.		 1’59’’	 Verse	2:	Swell	reeds	8’	added,	colla	parte.		 2’10’’	 Verse	3:	Swell	only	(same	registration	than	in	Verse	2,	box			 	 	 	 shut),	colla	parte.		 2’20’’	 Verse	4:	Registration	identical	with	Verse	3,	colla	parte.		 2’32’’	 Verse	5:	softer	Swell	(no	reeds),	colla	parte.		 2’40’’	 Verse	6:	soft	diapasons,	colla	parte.		 2’51’’	 Verse	7:	Clarinet	solo,	soft	Swell	accompaniment.		 3’04’’	 Verse	8	:	 see	Verse	7.		 3’16’’	 Verse	9:	Oboe	solo,	no	accompaniment.		 3’29’’	 Verse	10:	 see	Verse	9.		 3’42’’	 Verse	11:	 Diapason	stops	(8’	+	4’),	colla	parte.		 3’52’’	 Verse	12:	 Flutes	8’	&	4’,	colla	parte.		 4’03’’	 Verse	13	:	 see	Verse	12,	Swell	box	shut	–	then	opened	again,		
colla	parte.		 4’17’’	 Verse	14:	 see	Verse	12.		 4’28’’	 Verse	15:	 soft	diapason	stops,	colla	parte.		 4’40’’	 Verse	16:	 full	Swell	(reeds	&	mixtures),	colla	parte.		 4’53’’	 Verse	17:	 soft	flutes,	then	soft	strings,	colla	parte.		 5’05’’	 Verse	18:	 solo	Flute	8’,	soft	Swell	accompaniment.		 5’16’’	 Verse	19:	 soft	Swell	strings,	colla	parte.		 5’29’’	 Verse	20:	 soft	flutes	and	strings,	colla	parte.		 5’41’’	 Verse	21:	 louder	registration	(8’,	4’,	2’;	reed	8’),	colla	parte.	
 1	In	this	context,	colla	parte	means	the	organist	accompanies	the	choir	by	exactly	playing	the	Anglican	chant	as	written.	
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	 5’53’’	 Verse	22	:	 Great	diapasons	plus	full	Swell,	colla	parte.		 6’04’’	 Verse	23:	 see	Verse	22,	louder	Swell	reeds	added,	then	louder			 	 	 	 diapasons	added,	colla	parte.		 6’21’’	 Doxology:	 Great	diapasons	plus	full	Swell	(box	shut),	colla	parte.		 6’51’’	 Finish			





	The	following	list	is	a	chronological	inventory	of	commercial	improvisation	recordings	played	by	British	organists.	Whilst	many	recordings	have	been	considered,	no	claim	is	made	with	regard	to	the	completeness	of	this	list.			Title	 	 The	Lincoln	Cathedral	Organ	Organist	 Philip	Marshall	Label	 	 Cantoris	Records	Year	 	 1993	Place	 	 Lincoln	Cathedral	Details	 Improvisation	‘Wedding	hymns’;	Improvisation	‘Westminster	Abbey’			Title	 	 Masterclass	1		Organist	 Nigel	Allcoat	Label	 	 Cantoris	Records	Year	 	 1994	Place	 	 Hjerting	Kirke,	Esbjerg,	Denmark	Details	 Demonstrates	the	creation	of	theme	and	variations,	duos,	trios		and	plainsong	hymn	versets.			Title	 	 Masterclass	2	Organist	 Nigel	Allcoat	Label	 	 Cantoris	Records	Year	 	 1998	Place	 	 Hjerting	Kirke,	Esbjerg,	Denmark	Details	 Guides	the	player	to	create	preludes,	passacaglias,	preludes	&	postludes	using	hymn	tunes,	offertoires	and	an	organ	mass.	
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Title	 King	of	Kings:	an	improvised	soundtrack	to	Cecil	B	de	
Mille’s	classic	film	of	1928		Organist	 David	Briggs	Label	 	 The	Company	Disc	Duplicating	Company	Year	 	 1999	Place	 	 Gloucester	Cathedral	Details	 improvised	soundtrack			Title	 	 Improvisations	2	Organist	 Nigel	Allcoat		Label	 	 Cantoris	Records	Year	 	 1999	Place	 	 St	Catherine,	Bitche	and	St	Martin,	Verus,	France	Tracks	 Variations	on	an	 	 Suite	Champagne	 	 Introduction	and	
original	theme	 	 	 	 	 	 and	Paraphrase		
	 	 	 	 	 	 ‘Nun	danket’		1. Theme	 	 17.	Champagne	flute	2. Plein	Jeu	 	 18.	In	the	cellars	3. Flutes	 	 19.	Song	of	the	harvesters	 23.	Introduction		4. Cornets	 	 20.	The	blending	 	 24.	Paraphrase	5. Priere	 	 21.	The	maturing	6. Fileuse	 	 22.	Bubbly	Toccata	7. Fonds	d’Orgue	8. Badingage	9. Musette	10. Recit	11. Berceuse	12. Chant	de	Paix	13. Jeux	14. Chant	d’Amour	15. Trompettes	16. Final			Title	 	 Organ	Spectacular		Organist	 David	Briggs	Label	 	 Delos	International	Inc.	Year	 	 1999	Place	 	 First	Congregational	Church	of	Los	Angeles,	USA	Details	 Improvisation:	Prelude,	Adagio	and	Chorale	Variations	on	‘Ein	Feste	Burg’,	amongst	other	titles		
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Title	 	 Improvisations	2		Organist	 David	Briggs	Label	 	 David	Briggs	Year	 	 n.d.	Place	 	 Oratory	of	St	Philip	Neri,	Birmingham	and	Gloucester	Cathedral	Tracks	 	1. Variations	on	‘Baa-Baa,	Black	Sheep’	(1997)	2. Symphony	in	four	movements	(1995)	3. Magnificat	à	l’usage	de	Notre-Dame	de	Paris	(1997)	4. Improvisation	on	St	Matthew’s	Gospel	(1996)			Title	 	 Wayne	Marshall:	Organ	Improvisations		Organist	 Wayne	Marshall	Label	 	 Delos	Records	Year	 	 1999	Place	 	 The	Lay	Family	Concert	Organ,	Meyerson	Symphony	Center,	Dallas,	Texas	Tracks	 Jazz-style	improvisations	on	the	following	compositions:	1. I	Got	Rhythm	(Gershwin)	2. I	Got	Plenty	Of	Nuttin’	(Gershwin)	3. I	Loves	You,	Porgy	(Gershwin)	4. Bess,	You	Is	My	Woman	Now	(Gershwin)	5. I’ll	Build	A	Stairway	To	Paradise	(Gershwin)	6. Someone	To	Watch	Over	Me	(Gershwin)	7. Est	Side	Story	Medley	(Bernstein)	8. Take	The	A-Train	(Strayhorn)	9. Let	It	Snow	(Styne)	10. Tea	for	Two	(Youmans)													
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Title	 	 Beyond	the	Score…	Improvisations	for	Whit	Sunday	Organist	 Alexander	Mason	Label	 	 Signum	Records	Year	 	 2000	 	Place	 	 Gloucester	Cathedral	Tracks		 Variations	on	 Messe	de	la	Pentecôte	 Machaut-fantaisie	 Suite	des	Danses		 	 Veni	Creator		 1. Tutti		 11.	Introït		 	 16.	Introduction	 20.	March 2. Cantus	firmus	 12.	Offertoire	 	 17.	Scherzo	 21.	Sicilienne 3. Scherzo	 13.	Elévation	 	 18.	Adagio	 22.	Bolero	 4. Canon	à	2	 14.	Communion	 	 19.	Finale	 	 23.	Minuet-Waltz 5. Dialogue	 15.	Sortie	 	 	 	 	 24.	Gigue	alla	Rumba 6. Trio 7. Fugato 8. Tierce	en	taille 9. Cornet	de	Grigny 10. Grand	choeur 		Title	 	 Sounds	Spontaneous:	Improvisations	through	the		
Church’s	Year	Organist	 Malcolm	Archer	(+)	and	David	Bednall	(*)	Label	 	 Lammas	Records	Year	 	 2004	Place	 	 Wells	Cathedral		Tracks		 	1. Advent	(Creator	alme	siderum)	*	2. Christmas	(Noel	nouvelet)	+	3. Epiphany	(O	magi	venient)	+	4. Candlemas	(Ave	maris	stella)	*	5. Lent	*	6. Passiontide	(Pange	lingua)	+	7. Maundy	Thursday	(Ubi	Caritas)	+	8. Good	Friday	(Passion	Chorale)	+	9. Easter	(Victimae	Pascali)	*	10. Ascension	(Llanfair)	+	11. Pentecost	(Veni	Creator	Spiritus)	+	12. Trinity	(O	Lux	Beata)	+	13. Corpus	Christi	(Vexilla	Regis)	+	14. All	Saints	(Mount	Ephraim)	+	15. All	Souls	(Requiem	aeternum	and	In	paradisum)	*	16. Christ	the	King	(Te	Deum)	*						
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Title	 	 Purple:	Improvisations	for	Holy	Week	Organist	 Simon	Johnson	Label	 	 Lammas	Records	Year	 	 2004	Place	 	 St	Albans	Cathedral		Tracks		 	1. Reading:	Luke	19.29.-48	2. Meditation	1:	Jesus	enters	Jerusalem	3. Reading:	Luke	20.1-8	&	20-26	4. Meditation	2:	Jesus	is	questioned	in	the	temple	5. Reading:	Luke	22.7-20	6. Meditation	3:	The	Last	Supper	7. Reading:	Luke	22.39-53	8. Meditation	4:	Agony	in	the	Garden	9. Reading:	Luke	22.54-62	10. Meditation	5:	Peter’s	denial	11. Reading:	Luke	23.1-25	12. Meditation	6:	Mocking,	trial,	sentencing	13. Reading:	Luke	23.26-27	&	32.47	14. Meditation	7:	To	Golgotha,	Crucifixion	15. Symphony-Passion:	Crucifixion	16. Victimae	Paschali:	Choral-Improvisation			Title	 	 Freedom	of	Spirit:	The	Passion	of	Improvisation		Organist	 David	Briggs	Label	 	 Chestnut	Music	Year	 	 n.d.	Place	 	 various	locations	in	France	and	the	US	Details	 Variations	on	‘Alouette,	gentile	Alouette’:	1. Theme	2. Récit	de	Cromorne	3. Adagio		4. Trio	5. Fugue	6. Fileuse	7. Final	Improvisations	in	the	style	of	:	8. J.	S.	Bach	9. F.	Mendelssohn	10. M.	Ravel	11. D.	Briggs	12. Improvisation	on	‘My	Old	Kentucky	Home’	13. Improvisation:	‘Hommage	à	Jean	Langlais	Three	Liturgical	Improvisations	from	St	Sulpice:	14. Offertoire	15. Communion	16. Sortie	17. Improvisation	on	Ave	Maris	–	‘Lourdes	Hymn’			
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Title	 	 Improvisations	for	the	Church	Year		Organist	 Anthony	Hammond		Label	 	 Priory	Records	Year	 	 2009	Place	 	 St	Mary	Redcliffe,	Bristol	Tracks		 Hommage	à	Pierre	Cochereau:	 Introduction,	Theme		 Symphony		10	Versets	sur	Veni	Emmanuel		 and	Variation	on:			 in	Four	Movts.	
Adeste	Fidelis	 	 on:	Victimae		
Paschali	









Series	Author	 Frank	Joseph	Sawyer	Publisher	 London:	Novello	and	Company	Ltd.	Year	 	 ?1890	Contents	 Part	I	–	of	Themes:	Chapter	I:	Preliminary		 	 Chapter	II:	to	extemporize	a	theme	of	eight	bars		 	 Chapter	III:	to	extemporize	a	theme	of	sixteen	bars		 	 Chapter	IV:	to	extemporize	themes	of	greater	length			 	 Part	II	–	of	Movements:		 	 Chapter	V:	to	extemporize	short	preludes	(or	voluntaries)		 	 Chapter	VI:	to	extemporize	longer	preludes		 	 Chapter	VII:	to	extemporize	short	postludes		 	 Chapter	VIII:	to	extemporize	longer	postludes		 	 Chapter	IX:	on	the	use	of	the	hymn-tune	in	extemporization		 	 Chapter	X:	to	extemporize	extended	fantasias	in	several	movements			Title	 	 Cours	Complet	d’Improvisation	à	l’Orgue:	
	 	 Volume	1:	Exercices	Préparatoires	à	l’Improvisation	libre	Complete	Course	in	Organ	Improvisation:	Volume	1:	Preparatory	Exercises	for	free	Improvisation		 	 (English	Translation:	Alan	Hobbs,	1957)	Author	 Marcel	Dupré	Publisher	 Paris:	Alphonse	Leduc	Year	 	 1937	Contents:	 The	Harmonization	of	the	Scales	Given	Melodies	and	Harmonized	Chorals	The	Antecedent	and	the	Consequent	The	Modulating	Consequent	The	Commentary	Parenthetical	Sections	The	Binary	Exposition,	its	Form	and	its	Modulations	Placement	and	order	of	voices	parts	The	Bridge	The	Development	first	part	The	Lyrical	Part	of	the	Development	–	Preparation	for	the	Re-entry	(Return)	General	Plan				
	 336	
Title	 	 Cours	Complet	d’Improvisation	à	l’Orgue:	
	 	 Volume	2:	Traité	d’Improvisation	à	l’Orgue	Complete	Course	in	Organ	Improvisation:	Volume	2:	Organ	Improvisation		 	 (English	Translation:	John	Fenstermaker,	1973)	Author	 Marcel	Dupré	Publisher	 Paris:	Alphonse	Leduc	Year	 	 1925	Contents:	 Organ	Technique		 	 Natural	Harmony		 	 Theme		 	 Counterpoint	and	Chorale		 	 The	Suite		 	 The	Variation	–	the	Tryptique		 	 The	Four	Symphonic	Forms		 	 Free	Forms			Title	 	 Extemporization	for	Music	Students	Author	 Reginald	Hunt	Publisher	 London:	Oxford	University	Press	Year	 	 1968	Contents	 Introduction:	occasions	for	extemporization;	scope	and	purpose	of	the	course;	other		considerations	Chapter	I:	adding	a	four-bar	non-modulating	responsive	phrase	to	a	given	four-bar	statement		phrase;	exercises		 	 Chapter	II:	adding	a	modulating	responsive	phrase	to	a	given	phrase		 	 Chapter	III:	adding	a	responsive	phrase	(continued);	opening	phrases	which	modulate;		modifying	the	rhythm	in	the	second	phrase;	note	on	how	to	determine	the	length	of	a	phrase;		exercises		 	 Chapter	IV:	adding	three	phrases	to	a	given	phrase;	modulatory	and	rhythmic	schemes;			 	 exercises:	(1)	two-bar	phrases;	(2)	four-bar	phrases;	(3)	more	difficult	exercises;	(4)	phrases		 	 of	which	only	the	melody	is	given		 	 Chapter	V:	extemporizing	on	a	less	rigid	pattern	of	four	phrases;	imitative	openings;	varying		the	number	of	harmonic	parts;	exercises		 	 Chapter	VI:	extemporizing	a	short	coda	to	a	hymn	tune;	exercises		 	 Chapter	VII:	extemporizing	a	prelude	and	coda	to	a	melody	in	folk-song	idiom;	exercises	(1)		preludes	and	codas	to	specified	folk-	and	national	songs;	(2)	codas	to	examples	from	previous			 	 chapters;	(3)	transposing	and	then	extemporizing	on	a	hymn	tune;	(4)	harmonizing	a			 	 melody	and	then	extemporizing		 	 Chapter	VIII:	extemporizing	on	a	theme	of	less	than	phrase	length;	exercises		 	 Chapter	IX:	extemporizing	in	ternary	form	(1)	as	required	in	school	music	diplomas,	(2)	as		required	in	standard	organ	diplomas;	exercises	(1)	extemporizations	based	on	complete		phrases;	(2)	extemporizations	based	on	a	theme	instead	of	a	phrase		 	 Appendix:	diploma	examination	requirements			Title	 	 The	Elements	of	Extemporisation	Author	 Sydney	H	Nicholson	Publisher	 Croydon:	The	Royal	School	of	Church	Music	Year	 	 1969	Contents	 Introduction		 	 Rhythm	and	key		 	 Theme	and	development		 	 Transposition	and	sequence		 	 Music	form		 	 Developing	a	subject		 	 Cultivating	the	art		 	 Some	‘don’t’s’		 	 Summary		 	 List	of	books		 	 Some	albums	of	interludes	or	short	voluntaries		
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Title	 	 Organ	(Yehudi	Menuhin	Music	Guides)	Author	 Arthur	Wills	Publisher	 London:	Macdonald	&	Co	(Publishers)	Ltd	Year	 	 1984	Contents	 Chapters	on	Organ	Improvisation:	
	 	 Part	Four	Acquiring	the	Skills	
	 	 21	 An	Outline	of	Instruction		 	 22	 Organ	Improvisation	I		 	 23	 Organ	Improvisation	II			Title	 	 Hymn	Improvisation	Author	 Michele	Johns	Publisher	 Minneapolis:	Augsburg	Publishing	House	Year	 	 1987	Contents	 1	 Bicinium		 	 2	 Ostinato		 	 3	 Imitation		 	 4	 Ritornello		 	 5	 Toccata		 	 6	 Free	Form	Combinations			Title	 	 Improvising:	How	to	Master	the	Art	Author	 Gerre	Hancock	Publisher	 New	York:	Oxford	University	Press	Year	 	 1994	Contents	 Introduction	1 The	Scale	2 The	Phrase	3 The	Interlude	4 The	Hymn	5 The	Ornamented	Hymn	6 The	Hymn	Prelude	7 The	Song	Form	8 The	Toccata	9 The	Canon	10 The	Duo	and	the	Trio	11 The	Fugue	Coda			Title	 	 Making	Music:	Improvisation	for	Organists	Author	 Jan	Overduin	Publisher	 New	York:	Oxford	University	Press	Year	 	 1998	Contents	 	 Introduction	1 Improvising	Melodies	2 Improvising	on	one	or	two	chords:	Registration	and	Imagery	3 Thirds	and	Sixths	4 The	Pentatonic	Mode	5 Bicinium	6 I,	IV,	and	V	7 Harmonizing	Melodies	8 Improvising	Hymns/Songs	9 Binary	Form	
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10 Other	Progressions	11 Suspensions	and	more	effective	Hymn-Playing	12 Ostinato	13 Harmonizing	Scales	and	Melodies	(I)	14 Sequences	15 Chaconne	16 Passacaglia	17 Ornamenting	Melodies	(I)	18 Ornamenting	Melodies	(II)	19 Modulation	20 Harmonising	Scales	and	Melodies	(II)	21 Reharmonizing	Hymns	22 Ornamenting	inner	voices	23 Cadences	24 Descants	25 Interludes	26 Modulating	Interludes	27 Canon	28 Rondo	29 Toccata	30 Partita	31 Three-voice	Fugue	32 Hymn-Anthems	Appendix	A:	Jean	Langlais	as	Teacher	Appendix	B	:	Cadenza	for	Mozart’s	Epistle	Sonata	K.	336	Indes	of	Hymn	Tunes			Title	 	 The	Improvisation	Companion	Author	 Naji	Hakim	Publisher	 Waltham	Abbey:	United	Music	Publishers	Year	 	 2000	Contents	 Preface		 	 Foreword		 	 Acknowledgements		 	 Introduction		
	
	 	 Part	I	
	 	 PROLOGUE	I. Instrumental	mastery	II. Instinct	and	reasoning	III. Improvisation	and	composition	IV. Essential	criteria		1. Balance	between	unity	and	diversity	2. Control	of	dramatic	interest	3. Balanced	proportions	V. Compositional	techniques	VI. Temporal	constraints	and	mental	agility	1. Concentration	2. Ordering	3. Control	of	time	VII. Rhetorical	and	harmonical	control	VIII. Pulse	IX. Justification	of	mistakes	X. The	role	of	memory	XI. Alterations		
Part	II	THE	THEME	I. Analysis	of	the	theme	1. Character	2. Melodic	structure	3. Melodic	contour	4. Rhythm	5. Harmonic	Colour	6. Special	cases:	extra-musical	themes	a. Literary	text	b. Graphic	or	pictorial	image	(1) Figurative	(2) Abstract	II. Exposition	of	the	theme	–	Melodic	work	
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III. Harmonisation	of	the	theme	1. Harmonic	density	2. Harmonic	rhythm	and	harmonic	frequency	3. Types	of	harmonisation	a. Bass	Harmonisation	(1) General	case	(2) Harmonisation	with	borrowings	(3) Harmonisation	without	foreign	notes	(4) Harmonisation	with	foreign	notes	(5) Harmonisation	over	a	pedal	note	(6) Hexachordal	harmonisation	(7) Harmonisation	of	a	modulating	theme	b. Soprano	harmonisation	(1) General	case	(2) Simultaneous	bass	and	soprano	harmonisation	(3) Thickening	of	the	melody	by	doubling	in	intervals	or	chords	c. Polytonal	harmonisation	d. Harmonisation	by	chordal	superimpositions	e. Atonal	harmonisation	f. Harmonisation	by	verticalization	of	melodic	fragments	IV. Practical	applications	1. Traditional	song	2. Gregorian	chant	3. Chorale	4. Free	theme		
Part	III	DEVELOPMENT	I. Definition	II. Melodic	development	1. Introduction	2. Techniques	of	melodic	development	3. Practical	advice	III. Rhythmic	development	1. Introduction	2. Techniques	of	rhythmic	development	IV. Harmonic	development	1. Introduction	2. Techniques	of	harmonic	development	3. Practical	advice	V. Contrapuntal	development	1. Introduction	2. Techniques	of	contrapuntal	development	3. Practical	advice	VI. Instrumental	writing		1. Introduction	2. Special	case:	the	organ		
Part	IV	FORMS	I. General	remarks	1. The	introduction	2. The	exposition	3. The	development	4. The	digression	5. The	recapitulation	6. The	transition	7. The	coda	II. Binary	forms	1. Bar	form:	AAB	2. Simple	binary	form:	AB	III. Ternary	forms	1. Song	form:	ABA’	2. Minuet	form:	AABABA	3. Minuet-trio	and	scherzo-trio	a. AABABA	–	CCDCDC	–	ABA	b. AABB	–	CCDD	–	AB	4. Arch	form	IV. Sonata-form	1. Monothematic	sonata-form	a. General	case	b. Special	cases	(1) Gregorian	paraphrase,	free	theme	(2) Prelude,	toccata	2. Bithematic	sonata-form	V. Rondo	form	VI. Variation	forms	
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1. General	case	2. Special	cases	a. Chorale	variations	b. Ostinato	bass	variations	i. General	case	ii. Passacaglia	c. Symphonic	variations	VII. Free	form	1. General	case	2. Special	cases	a. Fugue	b. Rhapsody	c. Fantasy	VII. Works	in	several	movements	1. Prelude	and	fugue	2. Passacaglia	and	fugue	3. Sonata,	symphony	a. General	case	b. Special	case:	symphony	in	three	movements		CONCLUSION	Appendix	I:	 Harmonisation	–	Basic	Principles	Appendix	II:	 List	of	Themes			Title	 	 First	Improvisation	Book	Author	 John	R	Shannon	Publisher	 Colfax:	Wayne	Leupold	Editions	Year	 	 2001	Content	 Preface		 	 Introduction	–	A	‘must	read’	for	Students	
	
	 	 Part	I	–	Accompanying	a	Pre-existing	Melody	(Hymn	Tune)	
	 	 Unit	One:	 a	little	improvisation	at	the	very	beginning		 	 Unit	Two:	the	pentatonic	scale	Unit	Three:	a	simple	setting	of	a	pentatonic	hymn	tune		 	 Unit	Four:	enlivening	the	pentatonic	accompaniment		 	 Unit	Five:	other	accompanimental	patterns	and	‘vamping	‘til	ready’		 	 Unit	Six:	independent	use	of	the	pedal		 	 Unit	Seven:	putting	a	bass	to	selected	hymn	tunes		 	 Unit	Eight:	filling	the	harmony	using	the	primary	triads		 	 Unit	Nine:	applying	the	primary	triads	to	selected	hymn	tunes		 	 Unit	Ten:	enlivening	the	chordal	harmony			 	 Part	II	–	Creating	and	Accompanying	an	Original	Improvised	Melody	
	 	 Unit	Eleven:	simple	periodic	structure		 	 Unit	Twelve:	using	the	major	scale		 	 Unit	Thirteen:	short	periodic	melodies		 	 Unit	Fourteen:	cadences	and	adding	harmony	to	periodic	melodies		 	 Unit	Fifteen:	a	final	project	for	Volume	I		 	 Glossary			Title	 	 Praxis	der	Orgel-Improvisation	The	Practice	of	Organ	Improvisation	Author	 Hans	Gebhard	Publisher	 Frankfurt:	C.	F.	Peters	Year	 	 1987	Content	 A.	THE	HARMONIC	SETTING	(IN	FOUR	PARTS)		I.	The	principal	triads		II.	The	secondary	triads	and	the.65chord	and	the	subdominant		III.	The	modulation		IV.	The	nonharmonic	topes	(appoggiaturas,	passing	notes,	cambiatas,	anticipations)		V.	Technique	of	development		
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VI.	The	colouring	of	the	melody		VII.	The	art	of	inventing	motifs	(part	I)		VIII.	Chromaticism		IX.	Chorale	prelude	–	Ritornello	–	Ostinato		X.	More	recent	stylistic	devices	in	harmony	and	rhythm			B.	THE	LINEAR	SETTING		XI.	Introduction	to	the	linear	two-Part	setting		XII.	Voice-leading	in	fast	motion		XIII.	Rhythmic	formation	of	the	accompanying	voice		XIV	Formation	of	sequences		XV.	The	art	of	inventing	motifs	(part	11)		XVI.	The	three-part	setting		XVII.	Fugato	and	canon	technique		XVIII.	The	trio	with	voices	in	different	motion			C.	LARGE	FORMS		XIX.	Forms	of	variations		XX.	The	toccata		XXI.	The	concerto		XXII.	The	fugue		XXIII.	The	Large	symphonic	form			APPENDIX			Title	 	 Improvising	in	Traditional	17th-	and	18th-Century		
Harmonic	Style	–	Volume	I	Author	 John	R	Shannon	Publisher	 Colfax:	Wayne	Leupold	Editions	Year	 	 2007	Content	 Introduction	/	about	the	author		 	 Unit	One:	the	primary	triads		 	 Unit	Two:	some	two-part	improvisation	using	consonance		 	 Unit	Three:	the	dominant-seventh	chord		 	 Unit	Four:	root-position	secondary	triads	in	the	major	mode		 	 Unit	Five:	cadences		 	 Unit	Six:	inversions	of	triads		 	 Unit	Seven:	inversions	of	the	dominant-seventh	chord		 	 Unit	Eight:	non-chord	tones	–	I		 	 Unit	Nine:	non-chord	tones	–	II		 	 Unit	Ten:	harmonizing	hymn	melodies		 	 Unit	Eleven:	embellishing	a	melody	using	Baroque	ornamentation		 	 Unit	Twelve:	improvising	over	a	pedal	point		 	 Unit	Thirteen:	improvising	pieces	using	echo		 	 Unit	Fourteen:	some	general	observations	about	hymn	playing		 	 Unit	Fifteen:	simple	ways	to	introduce	a	hymn		 	 Glossary				Title	 	 Improvising	in	Traditional	17th-	and	18th-Century		
Harmonic	Style	–	Volume	II	Author	 John	R	Shannon	Publisher	 Colfax:	Wayne	Leupold	Editions	Year	 	 2007	Content	 Introduction	/	about	the	author		 	 Unit	One:	expanded	use	of	the	dominant-seventh	chord	and	temporary	modulation	to	the		dominant		 	 Unit	Two:	the	minor	mode		 	 Unit	Three:	three	specialized	chords:	the	supertonic	six-five,	the	diminished	seventh,	and	the			 	 Neopolitan	Sixth		 	 Unit	Four:	harmonic	sequences		 	 Unit	Five:	new	considerations	about	melody	
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	 	 Unit	Six:	improvising	two	Baroque	dances		 	 Unit	Seven:	the	use	of	rhythmic	motives		 	 Unit	Eight:	the	use	of	keyboard	figuration	and	improvisation	on	a	ground	bass		 	 Unit	Nine:	introducing	counterpoint	and	improvising	a	Bicinium	
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GREAT	 CHOIR	 SWELL	 PEDAL	(C	–	c4)	 (C	–	c4)	 (C	–	c4)	 (CC	-	g1)			 	 	 	Double	Open	Diapason	16	 Double	Dulciana	16	 Bourdon	16	 Double	Open	Diapason	32	Open	Diapason	(Large)	8	 Open	Diapason	8	 Horn	Diapason	8	 Open	Diapason	(Wood)	16	Open	Diapason	(Medium)	8	 Stopped	Diapason	8	 Open	Diapason	8	 Open	Diapason	(Metal)	16	Open	Diapason	(Small)	8	 Viol	di	Gamba	8	 Stopped	Diapason	8	 Violone	16	Wald	Flöte	8	 Dulciana	8	 Dulciana	8	 Contra	Gamba	16	Stopped	Diapason	8	 Gemshorn	4	 Vox	Angelica	8	 Bourdon	16	Principal	(Large)	4	 Flute	4	 Principal	4	 Dulciana	16	Principal	(Small)	4	 Fifteenth	2	 Harmonic	Flute	4	 Principal	8	Flute	4	 Piccolo	2	 Twelfth	2	2/3	 Cello	8	Twelfth	2	2/3	 Sesquialtera	2	rks	 Fifteenth	2	 Stopped	Diapason	8	Fifteenth	2	 	 Mixture	3	rks	 Octave	Quint	5	1/3	Mixture	3	rks	 Swell	to	Choir	 Oboe	8	 Fifteenth	4	Fourniture	3-5	rks	 Solo	to	Choir	 Vox	Humana	8	 Flute	4	Double	Trumpet	16	 	 Contra	Fagotto	16	 Trombone	16	Trumpet	8	 SOLO	 Horn	8	 Trumpet	8	Clarion	4	 (C	–	c4)	 Clarion	4	 	
	 	 	 Swell	to	Pedal	
Swell	to	Great	 Harmonic	Flute	8	 Suboctave	 Choir	to	Pedal	
Choir	to	Great	 Gamba	8	 Unison	Off	 Solo	to	Pedal	
Solo	to	Great	 Voix	Celeste	8	 Tremulant	 	
	 Harmonic	Flute	4	 	 	
	 Cor	Anglais	16	 	 	
	 Clarinet		8	 	 	
	 Orchestral	Oboe	8	 	 	














GREAT	 POSITIVE	 SWELL	 PEDAL	(C	–	c4)	 (C	–	c4)	 (C	–	c4)	 (CC	–	g1)		 	 	 	Violone	16	 Gedeckt	8	 Open	Diapason	8	 Contra	Spitzflote	32	Open	Diapason	8	 Spitzflote	4	 Rohrflote	8	 Principal	16	Principal	8	 Koppelflote	4	 Salicional	8	 Violone	16	Gemshorn	8	 Nazard	2	2/3	 Vox	Angelica	8	 Spitzflote	16	Stopped	Diapason	8	 Principal	2	 Principal	4	 Bourdon	16	Octave	4	 Blockflote	2	 Gedeckt	Flute	4	 Quintaton	16	Chimney	Flute	4	 Tierce	1	3/5	 Twelfth	2	2/3	 Octave	8	Twelfth	2	2/3	 Larigot	1	1/3	 Super	Octave	2	 Octave	Spitzflote	8	Fifteenth	2	 Sifflote	1	 Flageolet	2	 Bass	Flute	8	Blockflote	2	 Cymbale	III	 Sesquialtera	II	 Twelfth	5	1/3	Mixture	3	rks	 Krummhorn	8	 Scharf	IV	 Fifteenth	4	Plein	Jeu	4	rks	 Tremulant	 Double	Trumpet	16	 Nachthorn	4	Contra	Posaune	16	 Contra	Posaune	16	 Bassoon	16	 Octave	Flute	4	Trumpet	8	 Trumpet	8	 Trumpet	8	 Sifflote	2	Clarion	4	 Clarion	4	 Oboe	da	Caccia	8	 Mixture	IV		 	 Shawm	4	 Contra	Posaune	32	
COUPLERS	 SOLO	 Tremulant		 Bombarde	16	
Swell	to	Pedal	 (C	–	c4)	 	 Posaune	16	
Swell	to	Great	 	 	 Bassoon	16	
Swell	octave	 Quintaton	16	 	 Tromba	8	
Swell	suboctave	 Orchestral	Flute	8	 	 Rohr	Schalmei	4	
Swell	unison	off	 Viola	Da	Gamba	8	 	 	
Great	to	Pedal	 Voix	Celeste	8	 	 	
Positive	to	Pedal	 Lieblich	Gedackt	8	 	 	
Swell	Octave	to	Pedal	 Dulciana	8	 	 	
Solo	to	Pedal	 Suaba	Flute	4	 	 	
Solo	Octave	to	Pedal	 Quintadena	4	 	 	
Swell	to	Positive	 Nazard	2	2/3	 	 	
Positive	to	Great	 Piccolo	2	 	 	
Solo	to	Great	 Quartane	II	 	 	
Solo	to	Positive	 Clarinet	8	 	 	









GREAT	 POSITIV	 SWELL	 PEDAL	(C	–	c4)	 (C	–	c4)	 (C	–	c4)	 (CC	–	g1)		 	 	 	Bourdon	16	 Gedackt	8	 Rohrflute	8	 Principal	16	Principal	8	 Principal	4	 Gamba	8	 Subbas	16	Open-Flute	8	 Kobbelflute	4	 Celeste	8	(Tenor	C)	 Quint	10	2/3	Octave	4	 Blockflute	2	 Principal	4	 Octave	8	Harmonic	Flute	4	 Nazard	2	2/3	 Spitzflute	4	 Flute	8	Twelfth	2	2/3	 Tierce	1	3/5	 Octave	2	 Octave	4	Octave	2	 Scharf	IV	 Mixture	V	 Mixture	III	Mixture	V	 Cromorne	8	 Fagot	16	 Contra-Fagot	32	Fagot	16	 Tremolo	 Oboe	8	 Bombarde	16	Trumpet	8	 	 Trompette	8	 Trumpet	8	
Tremolo	 Swell	to	Positiv	 Clairon	4	 	
	 Zimbelstern	 Tremolo	 Great	to	Pedal	
Swell	to	Great	 	 	 Swell	to	Pedal	
Positiv	to	Great	 	 Swell	Super	Octave	 Positiv	to	Pedal	
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